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| joined Raphael in the basement of his home in New Jersey where | dug through boxes of

his archive comprised of slides, press clips, U-matic tapes, film reels, binders and vintage
computers. As a long-time follower of his work, it was difficult to make a selection for this
publication. | believe that it is especially relevant today as we increasingly experience violence
as a part of our daily lives. In the following interview, he shares some of his insights on this
topic and how instead of hoping for violence to someday disappear, there are ways to discover
how to transform that part of our nature into a creative experience. As we seek out frameworks
for committed practice, the ideas of Raphael Montanez Ortiz will be more urgent.

EARLY WORKS, AESTHETIC FRAMEWORKS AND BRAIN ARCHITECTURE

Pedro Reves: Looking at the photos
of this piano destruction | now
remember vou mentioning that you

started making destructions as a

kid...

Raphael Montafiez Ortiz: Yeah, [ was
nine years old, there were four or five
of us who would always hang out and
do mischievous things topether. There
was this building that was going to be
torn down and next to it was a vacant
lot, As with most vacant lots, people
always end up throwing things in to it
|-II.:I'I:||.|:I.JL'-:':_ or other il.llll-i e l[:l|-'.' threw
out the window into the empty lot

that was next door We used to climb
over the fence, we enjoyed breaking
windows, and target practice and so on.
There were these preces of furniture
lying around. We used to jump on
them, play trampoline, tear them apart,
pull the spnngs out and st Those

were my early furnetuce stnkings

One day, | found out that there was a
cellar down below: 1 looked down and 1
could see there was an old piano there.
And so I jumped down, because 1 was
taller than all of the other friends of
mine, and I found this pipe and this
little rusty ax and I started banging

on the piano, trying o destroy it. My
sister was taking piano lessons, and 1
used to hate her going: bing, bing, bing,
bing, bing, bing, bing, bing, bing, bing, bing,
bing, bing, bing, 50 that might have been
an opport ||.|:|i1:.' to somehow pedeem
mysell from sacaficing this monster
that was tn my ear, this eﬁf.lg g dimg
kind of thing,

PR: When did vou wiork O & p'u-mn- s
an artist for the frst tme?

RMO: The next prano was in 1962,

[ was a student at Pratt Instimute and
there was a big empty lot where T was
doing fiee pieces. One day when I came
to the empty lot, someone had put a
piano there and so I said, Swell this is
fantastic, “this i3 an opportunity to pick
up from that fist childhood E'.ui:m-:- brust
to think sbout it in a more sophisticated
way' I went immediately to the
hardware store and 1 looked for small
axes and then I I]m-l:g}ﬂ1 no, T use

a big ax’ 50 | bought a by ax, I came
back, and 1 whacked it around, made a
lot of noise. Evidently that stayed with
me because then in *66, I began with a
number of other concepts using pianos
and continued in 3 more musical way; 1
started thinking of them as concerts

PR: You always pﬂ}dum’: RO
wriring about vour ﬁndingﬁ. I¥id vou
write about these carly destructions?

RMO: In "62 T wrobe shont a ritual
theater, what 1 called the “brown
paper”, about the different kinds

of Lges and pProcesscs of nature,
constructive and destructive. I'm :a]w:a:..'ﬁ
wrting something, [ even have a candy
manifesto from when I worked in a
candy store in Provincetown around
"64. T had an interesting exhibition,
which opened at madnight. [ used to
make the cotton candy and if you came
tor cotton candy you could tell me
when to stop. Lo then im-uplc- wold
have these huge cotton candies; you
couldn't see the child behind this gant
cotton I.':'ll'l-.'l.:L'. S50 1 had fun with that
and wrote the Sweet Tooth Manifesto
I'm always working on some acsthetic
Framework,

My sister was
taking piano
lessons, and I used
to hate her going:
bing, bing, bing
bing, bing, bing,
bing, bing, bing,
bing, bing, bing,
bing, bing, so that
might have been
an opportunity to
somehow redeen
myself from
sacrificing this
monster that was in
wry ear.



Tearing it all apart
in a sense solves
two shamanic
problems: one s fo
move the spirits
back into their
proper place and

to release the
malerials back

into nature; its like
nature is beckoning
Jor them.

muﬁ...mﬂﬁﬁnmha attacked
~ a_green, upright piano.

Joan Lovendes, “iel: Destruchion Thaster - & shack spaclache wilh moral molive,” e Frowsce (Vanoauver, B G0 August 28, 1568

PR: S0 it's like a chemical process,
o think about how a substance can
accumulate or be transformed.

RMO: Yoz, at'’s also a spinitual process;
1% a shamanic process. But warhin the
shamamic context there i1s this alchemy,
this transmutiveness when you take a
piece of furniture and you release the
spints that are contaned wathin it Bur
beyond that, its returning the matenals
back to the natre that they've been
capred from and have impasoned in
thig object. Teanng it all apart in a sense
solves two shamame problems: one 15 1o
move the spints back into their proper
place and to release the matenals back
intoy narure: it's like narre is beckoning
for them,

PR: I'm very interested in this notion
of a kind of counter-anthropology
where art becomes the space where
the Western man has access o this
catharsis that is otherwise cancelling
maodern life.

RMO: That’s mdamental o the
shamanic process; it's redemption, 15
reconciling onesell in terms of nature as
this churning within life and death, and

that in a sense however much you wash
ter comtre] 1, 1t eonteols you, In order o
gain some sense of control, you then
compensate by saying *1 wall give you
something other than myself to keep vou
busy!

PR: Can you elaborate on that?

BMO: Weell, nature works on us and we
want to defend ourselves from i, so we
give namire something else o disteact it
For instance, in some cultures, in onder for
the spints not o haunt you in your dreams,
vou would have rvo pamnngs. On one side
Yokl "|"||iill||]|j ]'I.El\'li.' [!l PALTS ':'I.'I'l.d i E}L'i'l'l.ll.‘il.-lu.ll
country seene, and on the other ade, a
pomographic image, and you would wrn
them over at naght so that the spints would
be busy spending all their gme with the
pormographic images and leave vou alone,
So again, its displacing, its moving away,
distracung away from yoursell: the way a
magckn works,

PR: Do you think that we need to
express or experience violence in
our lives?

BMO: In a sense what vou're refernng



to is the carly brain because our brain
architecture s this huil-:‘ling that's sort of
like a 5|1ip- that builds itself on the ocean,
Imprﬁ ﬂi:.r without sin lu'ng_ It rebaulds
itself, and so evolution in a sense is that
with our species, except the previous
fifteen models have all exterminated
each other. We're on the sixteenth
model and |1|::.|Jr.ﬁ|.]]1.r we'll overcome
this ancient brain, which is where the
chimpanzee begins. Chimpanzees are
not these funny little things wath diﬂPﬁfﬁ
on 1V, ﬁmnl:ing CIZATS OF p|a:,ring pnkfr.
They're savage beasts; they rip each
other apart. T'J'n:':.r’rc hornble, IJ'J'.'.:.-"'[:
gang hﬂﬂgrr: from the Ehrginningnl-
civilization,

Later on we build on that, whether it be
australopithecine, naturobilis, archaic-
SAPICNS, SAPICNS-5PIeNs and in 180,000
years we haven't done much more in
terms of our cognitive potential. So
within that framewodk you get a sense
of the SAVAEE, barthanc pote ntial that we
have, 1t's there bult into our acchitecture,
You can see how around the word a
culture can focus the whaole cultursl
process and cognition arcund that
architecture. You have some cultures
that focus themselves on this ancient
architecture and so they have this ancient
cognitiveness, this primalness about the
way thr.:,r solve l']ling's. The artist, our
cultuee — a lot of our cultuge — has the
ancient brain. So i we're wondenng
wh:.r We ALE SO SAVAZE, how can we be
so barbaric? The answer is simple; our
culture has opened that possibility and
cognition to us

PR: This reminds me of what you
mentioned in one of your manifestos,
about the need for having
unconscious integrity. So these
different architectures, where some
of them, like the most primitive ones,
call us for a need to have a space for
violence or cruelty in our lives.

RMO: Yes, but it must be t‘li.ﬁ{:nl:a»rr.d

in teems of object. In other words, to
be conscious of i, you have to take it
somewhere where thr:,."n- objects; it's
sort of like play therapy. Instead of
the child burning the parents” house
down, they make little fires and start
understanding their relationship to fire
and controlling it.

It's like the notion of moving from
human sacafice o flowers and
butterflies; I believe that was in Mexico,
which was a very important transibion,

PR: Yes, “Las guerras Horidas™, wars
that were fought without having

to kill people, using non-lethal
weapons like sticks and whips. [t's
like the ancient version of Paintball.
What | find fascinating is that, for
the mind, a symbaolic act has the

same weight as a real act. Soif you
have a space where you can “kill”
someone symbolically that might
actually prevent you from having

to go and kill that person. This is

a concept that Antanas Mockus
used in Bogota when he created the
Vaceine against Violence.

RMO: Yes, but there has to be
introspection, lucid intellect involved

in the process. In ather words, if the
catharsis ]mpprni for its own sake, it
reinforces the object of catharsis and
empathy doesn’t occur. You have to
have a lucid int rospective intellectual
involvement and say “this is one of

rmy p::uh:miﬂ]s in terms of my human
dﬂ't‘.]npnmnt over this Frr.rind of
evolution over millions of years” So
being in the present, understanding
how can T now use all of this prefrontal
potential T have, to objectity the
abstract, to be able 1o understand my
rrl:atinnihip nhi:i:tiwlz.r AwWay from these
ancient redemptive ways of reconciling.

There are new ways of r:rnnrﬂing.

like you said, even beyond the nonon
of the paint guns. We can fence with
words and ]mguag:; We Can argue,
There's a more civilized framework
within which we can do all of this.

50 1t's not just 51'mpl:.' a question of
apening up an arena where everybody
can run in and destroy pranos, furniture
and whatever else. But there has to be
some introspective insight that it's more
civil than Fcﬂi}lr hr‘.ﬂting on each other.
You have all these rrtat:i-::ms]tipﬁ that
end tragically with all sorts of violence,
That’s the ancient brain, that's the
rhimpnn?fr in us, I:'.:Lrl':ng 15,

PR: S0 this is an awarencess that

comes about though art, what is
VOUT W cxpcrii:ncr: with this?

RMO: The crgamizing whaole aesthetic
framework for it came out of my
Masters of Fine Arts thesis, where

I had to sit down and really think

*what am I doing?’ I'd read alot of
rmthr-r:rpnlng:.r and ps:.u‘.hnhg}' and
sociology, I did special research into the
ancient shamanic, Frazers', The Goldew
ﬂw.gil: is one of the strong i Huences.
They explain how some cultures moved
away from the idea of needing more
flesh and blood for reconciliation, onto
simply cutting down a tree for instance,
Finally the noton of moving from a
human being to a chicken is a radical
leap within a kind of more civilized
notion of n'.-rlr.mprinr:l within that
prumitive cognitiveness

In my thesis I recognize that artists
WeLe 5ptnﬂing all of their ime within
certain moral, ethical issues, issucs

1 e Godde Boeph R Stady sh Magit 3ad Religuon i 3
comparatiee shady on religion and myth, written by Sir lames
Gesrge Framer {1554 194])

...If the catharsts
happens for its
own sake, it
retnforces the object
of catharsis and
empathy doesn’t
occir. You have

o have a lucid
introspective
intellectual
involvement. . .

...our brain
architecture is this
building that’s like
a ship that builds
itself on the ocean,
hopefully without
sinking.



In later
performances 1
would pass around
an egg and have
them put thetr sins
into it, all of their
Jatlings, all of their
horrible thoughts
and nightmares,
and then they
would smash the
egg onto the piano
and so it would go
into the piano. ..

As soon as he
walked just three
feet away, I jumped
on the chair and
screamed at the
chair and jumped
up and down and
threw the chair
open and I wrestled
with the it all over
the floor and 1
ripped and tore and
kicked it. ..

of construchng I.'|!'|:il1E;'.i.. But the real
critical 1ssue as | saw it was destruction.
It seemed o be that kind of razors
-rrlgr within which conlization would
maintain balance,

PR: In the events where these
destructions were taking place, how
would the transformation that you
were showing come across to the
audience?

RMO: In the early versions, the
audience would simply witness

the sacrifice. In a sense thr:,' were
redeemed, hearing all the sounds and
secing the plano in a sense die. In later
performances, I would pass around an
egg and have them put their sins into it
all of their failings, all of their hornble
thoughts and nightmares, and then they
would smash the egg onto the piano
and so it would go into the pranc;

that way they would have more direct
paﬁiq‘ipﬂtinn.

PR: Do vou feel that the other

artists that were tal-:ing Flstr.:r: in the
Destruction in Art Symposium .
were sharing your same vision of

the role of destruction?

RMO: The dialogue was generally from
artists who were more subtly involved
and didn’t think of it within that SCALY
context of the history of human beings
on this planet. They saw it simply as
kind of a cotigue, but not this kind of
digging into the psyche. An example

15 when Yoko Ono came off the ]'.ll‘.'-lﬂ-r.'
and I had rﬂrrﬂrl:,.' done a number of
these destructions with furniture and

I explained one of the picces I did. 1
hnnghr a chair at one of these clubs
where upper-middle class people used
to go to read the newspaper After |
hmlghr the chair, the p:‘rt'n.':nrrrl.ancr WS
on the follow ng I.'l:'l:." I held a press
confberence dowmstaires in their office
and we talked about the Destruction

i Art Symposium in London 1966
Then, I said T'm going to go upstars
and do a pﬂrl-nrmnm:{-' and all the
newspaper people came upsturs and
Jﬂim Latham and number of artists
who were participating were there. So
We Went upstairs and there was a person
sitting there reading a NEWSPEpPEr i my
chair, and I said to him, “Excuse me but
you'ee sitting in ary chaie, and P'm asking
you to get up from sy chaic” And he
looked at me and said, *how could this
be your chai re' [ sard, ‘because T own
this chaic’ And so0 a whole narrative was
unt'n.':Hing_ He then called someone over
and sad, “this gentleman says that this
15 his chair’ And the person said, “Just

a moment sit and went to the person

7 TheDestroctaon in A Symposiom (DLAS) was lounded in
1966 by artists Gustay Metzper and lohn Sharkey in Londos,
was a collectve ol arfests, wibées and scmntisls lotused on
Haggenings and an the mle of destraction in ar,

4

managing, and he came back and said,
Nes it 18 his chaic® And so he folded his
Newspaper, he got up and walked away.

As soon as he walked just three feet
away, | jumped on the chair and
scoeamed at the chair and jumped up
and down and thoew the chair open
and I wrestled with the it all over the
floorand 1 npped and tore and kicked
it and everyone tan, everyone that was
sithing arcund just ran to the sides So 1
created this spontancous prrr'nrm:anr.:‘
within that context. [ was ripping and
teanng and they were taking photos all
ower the plﬂr:-r: and then of course all
of the headlines appeared and in the
Vangu ard they gave me hall a prage.

PR: You didn't use an ax then?

RMO: No, not for that, The ax used
for the pianos, this was hand-to-hand
combat. 50 Yoko Ono, that nig]lr

we'te confe (rnn:ing and she comes

onto the stage and says, “There's
nothing important about rl-rsrm].ring

a chair, it should be more subtle™ It
was competitive, and I think that as an
Amencan | had an f':lt‘l.'l."!'II!'ITﬂ.g{‘. We're less
shy about understanding the role of
destruction within culture and within
society and within one’s sense of power
in the world.

PR: But even in a moment where it
was unheard of that this could be an
art form#

RMO: Yes, Gustav Metzger' | one

of the POME Organi Zers, and some
rrﬁll:; srnart F:’-::uph‘ who had done

their homework, understood that it

was one of the archaic Aspects of our
wlentity and it somehow needed to be
understood and evolve, And that as
arhists it was important for us to not
F.I:'H‘ﬂl:‘l all our time just making lhing—s
because the moral ethical framework of
malcing doesn’t rha”r&ngr that unmﬂl:ing
ability we have. Finally, the unmaking is
not savage, ik 15 civilized, which means
it removes itself from unmﬂking life.

PR: What would happl:n with the
leftovers of this process?

RMO: It's an installation.

PR: You were in New York when you
started to exhibit, how did these actions
maake their way into the muscum?
RMO: Well it was r-:‘r-.':gni:-::d A% an
aesthetic framework that challenged
“making” —number one— and curators

3 Borain 1926, Metrgerwas one of the lonsding akists ol
the Desiruction in Arl Sympotium

Right Page: Archasological Find F33, 1965, Mom my Mattress on
woden backing, Colkection of 1he Artist.






and art lustonans are always cunous
about what 15 gomg on and what
acsthene frameworks are doving a
particular movement.

PR: So the Museum of Modern
Art (MoMA) acquired vour first
sculpture in 1962, could vou tell me
about that?

RMO: The mattress? It was my
master’s thesis, and a culmananon of all
those understandings of the shamanic
framework. T was looking for an
acsthete framework that was not Euro-
centric, that found its meaning in my
roots. | had a grandfather who was half
Irish and half Yagqu —the Eurocentne
sort of Tnsh and then the Yaqui, which,
was the shamanic contexe. 1 saw thart as
the door to step through.

S0 here T am in my apartment and
saymg ‘what am | going o begin o
destrovy” T had the mattress on the
floor, a real student mimimal strucrure,
and I'm sitting and 1 saud, ‘T use my
marttress, 1t's a made thing, T've lived on
it, it has lots of spint —mine and other
people’s™— and 1 can somchow connect
all these weas with this,

PR: What happened next?

RMO: | had a studio in Coney Island,
took the mattress down ro the beach
and | threw some acid on i along with
some highter fluad, 1 bt 1t on fire, tore it
all a part, pulled the springs out, ripped
the covenng off 1, most of 1t had
burned and then [ sunk it and [ thoughe
let nature work on this sacrifice. People
were wondering what 1 was domng and
I'm there saying “it’s an artwork,’ and
'l be back to pick it up, it needs o
cook a litdde bit in the ocean,’ and they
were all seratching their heads, “who 1s
thas crazy persons’, and T just walked
away. I'd go there every once in a while
to see what was going on and | didn’t
bother going mto the water, I'd walk
on some of the rocks. And then a few
months later, | went and pulled it out, it
was like a dead whale, Tt had oxidized
n the warer and stuff, it was beauriful,
defimtely hke pulling a mummy out of
a pit somewhere, Then, Tlet it dry on
the beach and 1 took it to my studio to
fimish —1 let all the water dean— Then

I soaked resim mito it T mounted it on

a sheet of plywood that was in my
studio and 1 brought to Pratt becavse
thar's where 1 was a graduate student.
Before 1 took it to my place, it wag
there m the hall leaned agamst the

wall, and T thought T°d shave before |
leave to go o class. So 1 ke a quick
shower and 'm standing there i my
underwear and shaving and T look our
the window and 1 see someone carrying
my mattress prece towards this garbage
truck. The people downstairs smelled




W :r | U% ...u
gur ¢ ure l.'n.“ “ﬂ “‘ 8 wWhliegh
only interfere with n-un ﬂ.l.tnﬂm nn:u “n:l.utl.nn hut
oakedly threaten surviwval.
hnnuun theater is specifically involved in the blems of
debumanization and surviwval, our purpose is to giva to art
the essentlal humanlzing rols so Decessary Today 1o a civilization
more and more dominated by the machine assthetic,
As ¥ actively realize our most destructive and aggressive urges
through displaced-gymbolic,destructive,aggressive theater action,
we sducate curselves to these avesome forces and thelr awssona

the burniness, and they called up w0
have o removed. 5o 1 mn down momy
underwear and they're abour to pur
i the Flll-.- and | say, ‘f‘~'1u]'.-_ .-:I::-|'|! It's an
artwork!” 'I'Iu-ju. chdn't knorar what 1 was
saving, “1t's an artwi wkr What are Yol
ralking abouts’ | sacl, Mo, mo, 10% an
artwork, please!” And they broaght i
back laughmg, thinking these artises are

possicilities and personalize an aspect of oursslves long deparson- Crazy.

B oo ATED ontent op p ayond its Dow
passive if not !.rﬂlpnnlibli role in civilizatlion, Art today is e
cultural appendage ip service of repression and & no=pothing marces

PR: The crazy zaga of the mattress!

on A I'sspones To BllE B
emotional and physical survival, The humanisgt intent of art is not
the politioal posterer out the possible humapizing resclutions
igharent iz the art process 1tself . Today more than ever befors
ﬂuu uh-mt rn“.'l.. .uithl must BErTE O l:n.hr;rltl OUr REETESELVE

BMO: Buar it cidn’t end there! T loaded
it mio my stabion wagon agun, went

tor Prate, took it upstairs, and we're

all talking, grving cnts and things,
and evervone smells the thing and

uum dutmnim uh..'l.nh play such a dn:mt ﬂlt u our -"r;rduu;.-
lives, from our headaches and ulcars %o our murders and sulcldes,
To realize our desstructions within ths framswork of our art ls to
fically rescus ourselves and civilazation from ioe havoe reaped oy

therr cunous what my work looks like
because | was the one who did strange
things. 50 1 then go out to get my plece

and bring 1t i and surprise evervbody,

D thev're all cunous to go out and see i,
H A F P E N ! N G S but | say, “No, no one'’s allowed i the
| 2 .
hall

all,’ and 1 go out and 1t's not there!

I'he worldwide underground

of the arts creates THE
OTHER CULTURE

| ok 1,|l.r‘.1.'|1 the end of the hall and
there are these firemen with fire
helmets with the hetle oxygen thing in
the back and someone had told them
there was a hiee m the bnlding and they
were carrving it away as a fire hazard.
Y | told them, ‘Hlup_ :~'|n|'|!' and they

wouldn't stop, so T called the professor
aut and he ran down the hall and sad,
“Stop it’s an artwork!” S0 agan it was
fasciating the whaole performance
aspect of it contnued berween made
and unmade, v know what culturally

TS ::rrr|‘n|:=|h|r andl |I|!|:|1.'t'-:'['|f.||'|]-:_'.

PR: That matiress 15 the one that
went to MoMMAY

RMO: Yes And then the Whitney
Museum of Adt took one of the
destroved chairs, this big beaunful chaar

PR: Tell me, how did Alfred Bare?
become aware of your work?

BRO: Whai |I:'|'|‘.|F1|.'|1|.'l.| was that | had a

:"‘-I'H.lll.'l. 1 | ||'|1_' Hl::-'.'..l-:_'.h ;:l]ll.'l"l.. -I.l"li' 5-_&:1"-;1’5

- i bl canier knew Richard Huclsenbeck, one
Caruray of saaech for phoymcal o F Meandsl
depagn s by ow V900w o e e of Beln
BaIPeTy Bar weDinps cesEn in the Reebekll
gty TEepE peTmens The thalimion end Tha
EEmEs W O Tha Bopacioemy o the semowsl
of gann o i cone. Br the theliondidSy

B SR Rl SRS B0 of the
s apell Tidey droge Rave lagely

of the persons that helped found Dada
and broughr [Dada to Berdm, and he
came and saw my work and he wigged
ot eover 1 and he smd, “Ths 1s wherne

o e e Dada should be gomg’

pher o casss ol yrbssrabie pan

PR: And what happened then?

BMO: What ]1:|.F|]'.u-11|.-d was that the
allery owner invited |Heulsenboeck, he
wigged out over it, and he sud, “That
MAttress ]1-|.~i to b the MORA

collection.’ And |Hluelsenbeck was a
very important person within history,
= certamnly extremely stoncally relevant,

Ralph Mantaner ity “Desirgcton [heathar Maamesin, Notes an periprmasce t:l ralph Orir”, Agpan, 50, A Edied By Jan Hapdnzks
Winter 1968-89 Oeiging] formal; Legal sred sheel printed an bath sigss, falded by make four pages I ABied Barr was (e fusl dieeclon of the Museum o Moderr
Rt in R York City. He was dirsciod leom [9272-1943
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N~ NtV (6, 1968,

“f dow't like this tampering with the score. He should be using an axe

Aund that as artists

it was important
for us fo not spend
all our time just
making things
because the moral
ethical frameworf
of mafking doesn 1
challenge that
unmaking abulity

we have.

s he knew Alfred Barr and he called
him and sasd, You have to come and see
this work, this work should be in your
collcction.” 5o 1 got a call from Barr and
he saud, 1 saw vour work and 1 met with
Huelzenbeck, would you come down
here and meet me” 5o L went down to
the gallery and met Alfred Barr.

PR: How old were vou?

BRMO: Well, 27, 1 think. | got back

a letter saying there was unammous
acceptance of the piece. | was floanng
on air because Alfred Barr was the
director of the muscum of te world.

But the day we met first | asked ham,
‘ok, what's next?,” and he told me, “well,
let’s take ot to the museum.” 1 sand, Ok,

I have my staton wagon here,” he sud,
Let’s go So he wok one end of the
pece nght there, we took it off the wall,
loaded 1t into my stanon wagon and we
drove to the MoMAL Then he sad, “1'1
let vou know in a month or so.” | stepped
out of the elevator and | panched myselt,
| mean, what arnst can say Alfred Barre
helped them carry their artwork mnto the
MOMA?

Ed Ginher cartoon in e Sew Farker, Bovember 16, 1965

1 stepped out of
the elevator and 1
pinched myself, 1
mean, what artist
can say Alfred
Barr helped them

carry their artwork
into the MoM.A?



Well, Maybe You Just Don't Understand Art
First You Go to an lIowa Slaughter House for 15 Glasses of Blood

Then Take an Ax to the Old Piano and Yell ‘Peace, Peace’

By William Simbro

MIT} louwd but empty shouts of “peace”
accompanied by a sickeningly realistic
portraval of hate and oody vielence, Cornell
College siudenis and faculty recently experi-
enced a powerful introdoction to a new art
form—"destruction art.” On hand to direct the
“destroction concert™ in Mount Vernon was
Ralph Ortiz, divector of the Musenm of Puoerto
Rican Culture in New York City and leading
exponent of the new art form.,

The audience entered the art gallery of
Armstrong Hall wondering what would be de-
stroyved. In the center of the room was an old
upright piano, with 156 glasses filled with ani-
mal blopd—obtained from a slaughterhouse—
atop it. Paper covered the floor and one wall
as protection agninst the “slaughter” to come.
A preselected group in old clothes—mosthy
students — stood awaiting their part in the
fray.

Ortiz  entered, shouted “peace”™ and
promptly put a hammerlock on Hogh Lifson,
nazistant professor of art at Cornell. This sig-
naled a pushing, grabbing wrestling mateh
among the participants as they jostled startied
members of the audience. All the while they
shouted “peace™ al the top of their longs,

Ortiz threw a glassful of blood at Lifson's
Tace., Soon the participants were all blood-
gonked as the wrestling and shouting contin-

(Continued on page §)

£ 4y

ST e TR R R
1 Hh ARTIST, Ralph Ortiz, is ptcmrtd it 1-?- in il u.wdnn in the midst of his recital,
which grew more and more fortissimogfOne listener reported hearing “mnu quite
fascinating sounds,” but then he didn"t ppen to own the piano,
i (@ isler photographs by Bob Strempke)

SYMPHOMNIC S0OUNDS ut thiz point |nrluded Ehe p!ln!ﬂin'lﬂ AUDIENCE PARTI PATION rau,asm{‘rfni]ht. L
gplashing of animal bood and the delicate pizzicate of ripping an what didn’t? Such participation wus lmth voluntary l.m! invelun-
ghirts and pants. This concert number is not to be confused with tary. Here the artist, shouting “peace,” has just grabbed Hugh
the classic "Till Eulenspiegel’s Merry Pranks"” by Richard Strauss. Lifson {wearing belt), assistant professor of art at Cornell,

DES MOINES JUMDAY BEGHTER—MOYEMEER 7, 195—FAGE 7

Villiam Simbro, “Well, Maybe You Just Gon't Undarstand At ™ Des moines Sunday Sagister, p?. Hovember 9, 1967



So I gof this
medicine bag and |
had a tomahawk
and [ just hacked it
doing a chant and
I randomly spliced
the chards fogether,
releasing the evil
and put the whole
[ilm together like
that.

FIRST FILMS (1937-)
AND FIRST VIDEQS
(1982-)

PR: And then you went on doing
mure performances and destructions,
including the candy period, but at the
same time you were doing films?

RMO: Yes, in 1957 1 had a couple
photogrraphy exhibinons where | also
showed my films wath groups. In about
"36 | had a real sense of mking things
apart and releasing the evil, releasing the
spanits that were somehow damagng: So
[ went and bought a 16mm reel of one
of these Winchester, cowboy-Indian
films. | related to it because my great-
grandmother was Yagqui and that was the
worman o ome sl and the losh saidor
wias om the other side of that rebhonship.
So 1 got this medicine bag and 1 had a
tomahawk and 1 just hacked st doing a
chant, and | mndomly spheed the chands
together, releasng the evil and put the
whole film together hke that. Many films
followed after that.

PR: S0, you were known in the world
of experimental cinema even hefore
your destruction performances during
the 60s and 70s? Your first films are
from 1957, vet it wasn't untl the 80s
that you found a new medium using
laser discs and computers. In the
exhibiion we are focusing on vour
video works from the 80s and I was
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curious about how you decided to
enter this new terntory.

BMO: Tt was the first -\.T:E'ﬂr: computer
that T used, this s 1982, 1 had thas idea
ot making the computer dream; o
break down ats psyche, get mside its
unconscious. 5o one day we connected
a laser player to the computer. T had this
]Ji.H Mstsubasha, angd 'm qu'n]cin-l;g at the
laser chsc that [ was chmbizing, and hitting
the button for forwand and back, and 1
sand, “waut a second, there’s something
here that reminds of when | ch-:rp]'n-u.]
up films in the fifbes” It was dafficult to
o ﬁ-c:l',i‘[ch:il‘l!;" with laser video discs, so

I worked with some of the computer
scienge people in the university to build
an miertace with a jovsnck.

PR: lts important to lughlight that
vou discovered an entrely new way
of messing with moving images,
very different from the cut and paste
process of editing.

RMO: Yes, the Mitsubnshe mtertace had
a paddle to change the speed and change
the scratch, 50 1 was ﬁ.l;ﬁ’l'[l:l‘riﬂH with the
paddles and with different speeds 1 could
scratch forward and 1 could scratch back,
jumping through the frames and for me
that was a ]}ig di:-:{m'n;'r:.' and I was dning
it i real e And of course after some
e, | was dn.‘mning like that.

PR: What I find fascinating is that it
15 as 1f you were zooming mnto time;
a microscope not into space but
into time, as if you were breaking



down the molecular structure of the
narrative,

BRMIO): |-"-.'m:ﬂ_1,', to get inswde of it On the
surface s like a dance, but undemeath
there's something clse and vou feel it. At
the time [ was reading a lot on physiology
and percepton, especially expenments

in the air force, when they were sndying
wh:.' a lot of T\il(:-l,’bi WoTe r::m.-ihini_rn losinge a
sense of space.

PR: Because what also happens

with the scratches is that they are
ﬁ.lndamt:ntally different from the lm_rp,
the loop starts and ends at the same
point so it’s hike a still life; a butterfly
held h:,' a necdle, But vour srratch
videos have life because they are
moving backwards and forwards. ...

RMO: Yes vou are constantly re
expenencing it but not from the same
pemspective, 1% as of you were constanty
ahiﬂ;:in!; around, i shifts around time and
space m 2 way that 15 constantly roveahng
somethmg new and a sound structure
that decerves. The peseces come together
chiffe rq-nl;]:c =0 that you hear that difference
and that’s parnt of takng yvou i a different
place m ome and space.

PR. You are cracking not only the
time structure but also the cultural
cannon of the film.

RMO: Yes, the thythm helps to do ths,
and besides, seeing you hear something
new, you invent words.

PR: For example, in What is this?
(1985), the mother 1s saying “PUT
THAT DOWN GINA' but by
means of the seratching what vou
hear is “PUTAPUTAPUTA” and
“VAGINAVAGINA™. It has a very

strong sexual element.

BMO: Yes, and that part of the hbido
process, its plastic, st's moving, that’s the
mohon, the spastc moton s the sense
of losmg control withn that orgasmc
framework 1 would sav of vou eould
think of it as an acsthene famework.

PR. Like an exorcism?

RMO: Wiork itself 15 sort of an erotic
process, but 1 would say it's more
hbnchmicous than just semply erotse, 1 thnk
it’s the hife force that s more dynamac.
[t just that we don’t pay artention to
anything outside the sexual, or violenee
for that matter.

PR: Tell me about the psychology of
that spastic pulsation. ..

REMO: Wil s an entrancement that

mettates all kinds of imagmng dictared
h:r or content, but the content within
the deconstruchion 15 constantly dyng

andd |1'1.'u'|5;3r [ other words, the expenence

fades and 15 suddenly reveved, its a
revival that vou can't help

PR: Some particular picees, like The

Kiss (1985) feel very hysterical.

RMO: | hat's r1gh¢ angd that part of

n

Wevics Ml {Fom S0, LEmm; 17 457 b's; soend, | 458

.. he :.‘}")d.-.‘fia‘
miotion is the
vense of losing
control within
that orgasmic
framework. . .
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What I do instead
ix fo take three
seconds of found
Jfootage and put you
through that entire
excperzence without
having to have

people staughtered.

the whole deconstructing sense of
lucichty, where suddenly things are no
longer luewd; they're ndiculous and you
know at’s a kind of hystena buile into
that. | had to ake this very stanc lneal
construction and reveal the visceralness
that 15 at the center of hife iself.

PR: So art, as mankind’s finest
paradox, is where we can access
some king of “creative destruction™
of “destructive creativiry™?

RMO: Yes, because our fambar way of
commumeatng 15 much more conteolled
and much more contaned. The only
nme we have that kind of release 1s
when we are totally hystenical or totally

angry.

PR: What do you think of the use
of violence in films and television?

RMO: bilm olten places vou m a
situanon of theear; cars are tumbhing,
vou're racing, vou're goang back and
the attempt to displace perception
now 15 through ths endless car chase,
car chases are very central because its
the eves moving through this space
and constant threat and constant
danger.

PR: It's a very cheap trick but
nevertheless they keep using it

RMO: Yes and it works. But that can
only take you so far. How many people
do vou have to see slaughtered, how
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The Mfss (Film Still). 30 inch video, 5 29%; hiw; sound. 1985

much blood has to splatter, how many
automolbales have to span and ceash?
Whar I do instead 15 1o rake three
seconds of found footage and put you
through that entire expenence without
having to have people slaughtered. But
cmemnt 18 soll to arave at that point. [t
tryang b0 acove at that point.



El Museo del Barrio
and the portable
museum

PR: I would like us to talk mow
about the museum and the founding
of El Museo del Barrio. Do you
think it is a different framework
when yvou start with a museum, or
how do you trace it back to these
early interests?

RMO: Well, during ny studies, 1
understood the rrlﬂ'rinnﬁhip of culture
and these institubions and how it
affirms certain cultural values and not
others and how they are founded by
people who are speaking to the value,
the richness and the superiority of their
culture. One of the things 1 rr‘cngnizcrl
as an artist was the difficulty thar T was
]mv:ing —alrhnugh I did have successes—
as being one of the first early Latinos
to have that kind of fame and to have
works in all these collections. 5o then

I am rrﬂ-:'h:ing at Music and Act, the
only Puerto Rican, although there were
some other Latinos there. T say Puecrto
Rican because my mother was bom in
Puerto Rico and my father was born in
Portugal and they both came here when
they were very young So there's this
whole blend of culturee and living on
the Lower East Side we were the nrﬂ:r'
Latino family in those years.

50 there I was, I graduated, T had my
MFA, T was involved in a senous carcer
ag an artist but I had to pay the rent,
s0 I decided it would be important for
me to teach something I love. 5o 1 was
teaching and the ponciple came down
to me that the local supenntendent
had contacted him and that he had
received alot of requests From the
Community for some kind of Puerto
Rican project (the demographic of

the community at that point was 90%
Puerto Rican.) So, my mother being
born in Puerto Rico, my father's tather
being Irish and his mother Yaqu
-:nnﬁgu red itself in this E-D-:II'.IF'.I:.‘-‘. way,
but there I was representing the Puerto
Rican community. So he says, you're an
artist and perhaps you can be helpful
to arriving at some sort of project

that would serve the Puerto Rican
community, culturally. 5o T met with
him and said I have some ideas, but 1
want to get them all wrtten down and
Ill meet with you in a couple of weeks
I'll have a prn[msrlt. I went home and
started thinking, what sort of project?
We need mm:l‘]‘ling more important,
morte permanent, something that would
give more integrity to the folk culmre
because the underclass culture is cleady
a tolk culture, It was very clear to me
that the underclass, the Puerto Rican
poor, which fin :=.||.|.}' I understood as

the Latino poor, were disenfranchised,
didn't have the edwecational
opportunitics to d-r:uf]::up the intellect
or cnmph:cil‘:,‘ of Frn!'.-]:-rn s.nh"ing_ Yo
have a high school drop out rate that's
just beyond belicl In other words, it's
an anti-intellectual framework, it's very
emotional, body-telt, it’s folk.

%o that culture needed to have
integrity. It needed its value within

the integnty of the role ]:-Iaj;-t'r.{ in the
disenfranchised p-r.npu]:lrzinn- I was from
that population but I wasn't going

to stay there and it was very clear in

iy mund that 1 was gﬂing to have
some class mobility that c‘ltprnrlrd

on my ci:f'.r-:|u|:ing an in'l:“igcnn: and

& pmfrﬁsmna] status. Having gone
through that process, I felt that was
what the Museo was to do. T was angry
at the fact that folk culture was seen as
less of value to the lagger more evolved
culture, simFﬂ:.' out of racism.

PR: So what was the response of the
ﬂup-nri ntendent to yvour pm[mual?

RMO: He was overwhelmed, he said,
T just asked for a project and you bring
me a museum.’ I sud, “Well the muscum
will be mmr:'thing that lasts it will be
there it will get I'l:lnding and it has an
educational component that’s very
unportant mto the |31|]'ﬂi|: school system
that deals with the whole histo Iy of
peoples from Puerto Rico but includes
the larg:r culture of the Puerto Rican
]-:nr.npbr and includes contemporary
artists evolving into that sort of
framework and fin .1![3.' evolves hr}-::-n-:l
the Puerto Rican COMIMULY to all the
Latino community” I had that whole
vision, I certainly had enough education
to arrive at that VISIONING And he said,

OK?

I spent one year grlrhr. nng all sorts

of things, Arawak dictionarics, went
to Puerto Rico and shot the poorest
]':ur.nplr in the barnos and their culture
and Puerto Rico had the tin shacks
right alongside the big hotels. T grew;, 1
had to move from his office where he
gave me this big space where I started
the library. I was busy researching,
gething all of the elements mgr.-rhrf,
anthropological, sociclogical, cultural,

clcetera.

PE: 50 the museum was ﬁrﬂtI}'
about the content and not about the

containment?

RMO»: Exac r]:;, it was about the
content, because for me it was very
clear, you can have the contamner but
if you don't have content what are you

going to do just Aill it up with anything?

I was angry at

the fact that folk
culture was seen as
less of value o the
larger more evolved
culture, simply out
of racism.



‘A messy bunch of masochists
with a sadistic boss’

THE OTHER CULTURE

EOHTIMUED

Ja.p.luir:-r L I'Ilh'l‘g.:'q‘!lll'HL thie loscal
Flarmming Creatnres, But the cen-
sors have been at it and Adachi
eonsiders it ruined. 1 seems like
a cheap sex movie now,”” he raye,
“That’s just the opposite of what
il was—an argumenl against the
ilem that =ex is necessary to eroli-
cism. The girl in the film has no
sex but the boy loves her any =
way., The point of this is that
abscenily enters with the girl's
gratuitous wish for @ sex like ev-
ervone clse’s.”

Ailwehi E].llﬂ.'s- ag the Foro dane-
ers strip, shakes his head despair-
ingly as 12 naked dancers fing
themselves into o pile of saw-
dust to receive a pillow-whipping
From Kato, their boss. Lighted can-
dles protrude from several bot-
toms, dripping globs of hot wax.
A grave girl in a black leather
coal mounts o stepladder above
il bovs and beging lossing eggs

down on them, The eggs do not
break at first, and the girl hurls
them barder and harder, beaving
egg-shaped welts; one of the bove
sabs into the sawdust as eggs as.
sail him. "This kind of people—
I can’t even describe them,"” Ada-
chi saye, “They're a messy bunch
of masochists with a sadistic hoss,
I'm getting ready for a goodd
punch-out. and 've got the gang
from Ne-Sex here o pitch in.
That would be a real Happening
—getting these hare bottoms out
inte Lhe strect and kicking them
around & livde™

"ijiLilu. i mare ﬁ:rlumrir@,
Evien when the Zeroes lighit fomi-
gation bombs that Gl the erowd-
ed room with balsam smoke =0
thick that the prone dancers dis-
appear under o noxious  white
choud, he smiles tolerantly, like
a father at Games Day. I think
what they're doing is interesting,
as far as it goes,” he savs careful.
l_;. hail it's #o Jmprrﬁfial I enn
hardly believe it.” Yokoo smiles

anil coughs, nods his head yes,
ves. Adachi begins throwing Coke
bottles out the third-Moor win-
dow "o expreas Lhe natural bos-
I'I].il'ri I fee l!:.n'im-t the '|.'n_-|.'r|.:|_r"
—in this cage the crowd quened
up in the sireet below, waiting
o get in.

All windows are ﬂ1|||£ open bt
still the smoke b= oo thick o
bear. The crowd pushes through
Fremch 1:|l,|-ur|l. [ Fi | mll_i_ LeFrace,
and =oeon the feroes s lvies
give up and come out into the
weather, stepping barefoot an the
pebbled asphalt. a couple of can-
dles burning gamely still. Kato
points out the dark. imposing
silhoneite of FIIjiJ.IIII.. a ﬂrﬂ}'
geen emmnenes of shadow belimil
the jﬂg:ﬂﬂ: black 'Tnl-l.:,n skyline.
"Seeing Fuji-san makes this 4
real Happening,” he says in high
TTTTTTTAT S T lln-"r have Ha
penings this good in Mew York
or Paris?™

NeEw York, January 1966
Eil Sandders has been arrested —it
was only a question of time. San-
iers is a4 poet, a thorny presence
o the police. He is 27, the leader

of a body-rock singi u

called the Fugs lmi“gll?m'E piF'u:nj:
etor of the Peace Eye Book Store,
a foxhole for psychic revolution.
aries on the Lower East Side. But
mainly Sanders is notorions as ed-
itor and publisher of a poctry
journal whose cheerily obsceno
name provokes in the reader a
revealing crisis: can be, will he,
speak it out?—or is he the Etun
oner of what Sanders calls "1he

He was
ovenwbhelmed, he
satd, ‘1 just asked
for a project and

you bring me a
mHsenm.”

PR: In a way, it was like a portable
MUSCUm. ..

RMO: From that first place |

had ro mowve because the Puerto

Rican commumiy was not 4 major
d-:,-n'm!_r'r,qphiq: m Barno Vg, Barno
Vicjo was essennally an Afocan
Amencan community and the
conmmumty, certamly wathin s polincal
npht, was asking for more MOCY to e
spent on its project. | felt thar betore any
of the ]’H'r]!i‘[‘it:ﬁ gt out of hand between
the Laono and Afncm Amencan
comumurnty, that 10d be best o ke the
Muzen and move . 1 packed 1 all into the
truck, all the boxes all the rescarch and
everything and I went to Barno Nuevo
and spoke to the supenntendent there
and he sent me 1o a school over by the
Fazi River, ths lﬁi—’i |!'||,lH|;' space where he
gave me four rooms. [ started making
'rrip.-a to Puerto [ico and petiing some
punnngs and some anthropologeal
objects, some Santena subt, some Tano
objects and slowly moving into the next
stage of the Magsen.

Later the s shines searted im]'m::ring (M1
m In that commumiy because there
was a group that wanted to take over
the whaole thing, Lo prower myself,
what 1 dicl do was get the Musco del
Barrio incorporated, under my name
with my own board. 5o the community
committee led by this particular person
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cecrded the way to doat was w have a
community mectng in which 1 would
have to make a presentabon and she
woulld make a presentanon. She was
Huent m :'-'-aniﬁh and | have a second
erade level in Spamsh, she was educated
shes wes wa rrking on her Daoctorate at
the ome and was nterested in keeping
the Mages at thas kind of folk, craft
level. So anyway, she was weanng this
very folk cuthit, the muumug wath the
cloth top kand of thing and she spoke
very :.'I:a-:.luq.-ntl:.' abowt the Afncan

rosts of Puerto Rico and the Arwak
and meanwhile 'm I,alkiﬂH about an
exhibinon [ already had ar the Museum
of Natural History where they invited
me to put on an exhibioon and 1 did
Borsina .,l.:l,u.r.l' ¥ ez, She got bos aaf niews
coverage and upsct a lot of the nadcdle
class Pucrto Ricans becauwse [ was
focusing on giving mtegniy to the culiure
of the underclass: the falk. Sa ri‘lu,::,.' Wi
all upset, ‘but there are doctors and there
are lvwyers! *OF course, | sad, *1 know
there are doctors and kawyers, but that's
not her pomnt’ The underclass, just hike
me, saw that therr vision of themselves
wis nod BO reman ]'wu:urj-._lru.:n-:;mr:iun after
gLnueranon.

50 | went o the meenng with a media
presentaton | made at the Museum
of Matural History which was really
successhul. T had three screens and ir
was made up of panoramic views and |



he race,” what others might call
good tasee™

- Sanders hrﬂ.n Fuh]ilhiu!: four
v mgo and wt first b operoted
Mrom a Aoating mail drop, distrib-
uling his mimeographed joursal
Mree and by hand. But as his list
ol contributors grew to include
the likes of W. 11 Awden, Robert
Creeley, Allen Ginsberg, Philip
Whalen and Norman Mailer—

cauzing a hall-dowen universities
| FE ] a“]]:ﬂ_'rih: |||:l||1'tlr. Ll i||||||H|-
gible title—Sanders assomed o
was sale 1o surfoce at the Pepce
Eye. Wrong. The police strike.
confiscate all copics of the maga-
zine, charge Sanders with outrag-

Completing their project in creative
vandalizm, Rolph Ortiz {left) aml
Paul Pierrot put the last Blows to a
Vietorian pianoin a London hackyard,

"lreaked off the seene™ by the au-
thorities. Then, Ju;-"l'rng diswn ar
the Peace Eve, looking vi 1=
and happy in l:l-ulrpfun mﬁm
and  blond  Fapsta mustache,
Sanders tells about his arrest—
for him a classic study in cul-
tural hypocrisy:

"The cops were rolling around
on the floor in the station house,
sereaming with laughter. All these
cops, reading these big bundle=
of magazines they'd taken out of
my store, and here [ am in the
next room being interrogated by
the cancer cop who arrested me.
e kept showing me things from
the magazines and, trembling
with rage, he'd fay, "What about
this? Is this OLK.Y" And I'd say.
"Well, certainly. And, sir, il you'll
turn the page you'll see & poem
by the associate curalor of the
Museum of Modern Art which is

ing public decency. Free on bail o perfectly valid literary work.”
Sanders sends out an appeal 1o 1 gold him that az soon as 1 got

friendly addrezzes in Evrope and

out | would have a big party anid

the U.5., warning friends m e invite him to it. And I meant it—
movement that be is about o be | mean it. 1 thiok the best thing

o de with cops s 10 subtly in-
strowt anid teach them, Hati
them doesn’t do any You
have to work with them. Yoo
have 1o try 1o be as gentle as pos.
sible and instroct them through
example omid discussion.”

All whe same, Samders” magas
Ziee wis o true le=t of any eensor's
conl. With extravagant profanity
—high-board  double-gainers of
profanity —he came out for free
love in the streets, for “dope
law defiance™ and the protest-
boarding of nuclear sulbimarines,
Like a young, unsobadsed Allen
Ginsberg, Sanders was hecoming
something of a gurn. So the police
reached out and snuffed him—or
iricd 1o, Even with a cnminal
charge iling against him, San-
iers iupqt.::]lﬁn!tlw koowledge
thiat thie American (ivil Libertes
Union will not be alone in his
defense. The opinions of at least
two Supreme Court justices ap-
proximate his abeolutist notion
of free expression, and Lo judge
from the shelves of many pop-
ular bookstores, the pide i=
running fast in his favor; ev
day it gets more difficult 1o say
something obscene, _

O the other hand, every day it
gets easier to turn on. The d
—marijuana and especially LSI

chd a lot of the photography, | did the
edhnng, T chd the music. T found all of
thiz muesie from the m-gi:minj.__r‘ of conch
shell blowing and the sunset nsing and
the ungle, ::-r::r:nhing frovm the Forest
atmosphere to the explosions in the
Spamish conguest to baptsms, weddings
cte. It was great. Oueaide 1 had works
trom Las Casas on the beutality « if the
Spanish in their inwasion, so brutal that
H-p:m:i:'-l'n :;-mhn..-c:::u had called and sad that
they couldn’t show at, but there 1t was ar
the Museum of MNataral Hist Y-

S0 wath that showy under I} beli, T ialked
about the importance of this exlibinon
poing throughout the country in Puerto
Rican and Latno communines, that
[I'lr-nugh the media we could et objects
from all over the world wathout having
Loy e I:Eh,ﬂlr 1.'l.'il,]11 1t h:j". i.1'!|i_!; o po
through all that expense of packing and
sending objects. Here [ am talking about
new technology and class mobihty, and
of course they s, who s ths guy? He
wants o destroy us, and that's cssennally
what sl was imp]}ing. S |h1;:|.- virteg] for
her 1o be the director.

PR: S0 tell me more about this quest
for dignity in the art —regardless

of vour background- and how it
translated into your participation in
the protest against the MoMA.

Vell the protest at MoMA was simply
an extenston of artwork as coalnon. T
had o dioe wath culivesl 1=26es and the
rode of arnztz within culiure and the
rifle of certain insthahons .-au]'i]'mrring
certan expressions of certan groups
owver others. But those are st 1ssues of
bigotry, whether it's women not bang
taking senously as artsts, whether s
minontes not being taken senously as
artists, | think there’s something more
complex than not being taken senously, it
had & dix wath not 1.!.:1.r:1'iny| oy share the
nobton of progress wath other groups.

In other words, 1F you have a ng
breakthrough and you ralk about the
contnbunons that Amencan artists

Ay mﬁ]{inf_r' o art o ths ]':ul;l.nr;[, what
kind of radical mvennon 1= comng
from Amenca, whether 1z art or
automobiles? We know the Furopean-
Amencans, the Anglo- Amencans are
making contnbupons, but what about
all the other artsts who are not Anglo,
what about Lannos, Pucrto Bicans, all
the women i the ants? There were also
certamn sociological concerns, that the
artist should have msurance, that some
of the arosts don't have sweady jobs,
you're packing a cab, or you're a waiter,
Or you'ne 4 waitress, or vou're hving wath
FOUT prareiins, not making any moncy
from your art. 50 how can the artst be
profected wirhin thar framework?
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“Tha Gther Cultur,” Life Magasive Februany, 1557

Here 1 am

talking about new
technology and class
mobility, and of
course they said,
‘who is this guy?
He wants to destroy
us!’
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Top & Bottom: Artist Worker's Cozltien DemonsEraton, 1970-71. Museum of Modern &2t, Mew York. Fhote: kza an Ragy
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[ think there’
something more
complex: than

not being taken
sertously, it had to
do with not wanting
to share the notion
of progress with
other groups.
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There are wday throughour the world
i !I:il!l'l.[i fu! uf il!l.'li!ﬂ'.‘w- W JI!"-"I.'I.IH II!Il il WY

DESTRUCTIVISM -
A MANIFESTO
(1962)

“'1“’:;1: !I!'i- 1'I'Ll|}' 'I.II'li.l.iHl' !II'I. art I'I:i:iti ?E':.'.
Thers 15 an art which sCparates

the makers from the unmakers, the
asgemblers from the disassemblers,
the constructors from the destruetors.

and sensuahsts dealing wath process
dhrectly. These artists are destrucnvists
and do not pretend to play at God's
happy game of creanon; on the

1

These artsts are destrovers, matenialists,

comtrary, theirs 15 a response to the
'EH..'!"'.‘.]-I.I{'i.'le_: 1.".'IH [E4] [‘i.i:t[ ][ 'i.!'i Thal l!“.‘
trauma of barth which concerns the
[1¢:$rru1:m"[:~'t. EI\'.' I.I'I'l[i".'!'l!'!"\-ml'lli:'i- II]H.I' FE“‘:IT‘
12 1o need for mage m lnving, 1t s one's
gense of death which needs the hfe-
grvimg nounshment of manscendental
rtual. We who use the process of
destructon understand above all the
{11_'!'-] wrale: IIHL"!,E [ (4] "..'[HJI.'H LA NURR b L] b
mtegrity. We pomt to ourselves and
comfess, F]I[ﬂ!l‘i:llg the revelanon, that



anger and anguish which hide behind
the quict face is in service of death, a
death which 15 more than spiritual. The
artist must give warning, his struggle
make a notse, it must be a signal. Our
screams of anguish and anger will
contort our faces and bodies, our
shouts will be “to hell with death”, our
actions will make a noise that will shake
the heavens and hell, OF this stuff our
art will be, that which 1s made will be

unmade, that which is assembled will be
disassembled, that which is constructed
will by destructed. The artist will ecase
[£A] I:H.' I'I‘IL' Irll,'.l'il.!}:, hiﬁ 'pl'l! o ".".'i[l [ e} bt
to be burdened by a morality which
only has meaning in reality. The artists
sense of destruction will no longer

be turned inward in fear. The art that
utilizes the destructive processes will
I'l'l..l!'!_..:"l,l' ﬁ s it _gl".'{..".ti ll,l'l..."aﬂ'l. S50k 'Il[' "n"n".i]]
give to life.

Transcendence is for the living, not for
the dead. It is the symbolic sacrifice that
releases one from the weight of guilt,
fear and ﬂngl.l‘i!ih. It is the sacrficial
action which releases and raises one

to the heights. The sacrficial process

in art is one in which a symbolic act is
performed with symbolic objects for
symbaolic purposes, initiated by the need
Tin I'I'Iﬂ.i!'ll".""Iil'l. LI il'l.."-i-l:i.{ HI% iﬂ[l’..gl'il}'.



The d:.'uamll::f. of our unconscions
miegnity 15 fantastie. [t armnges eontent
m terms of a thousand eyes for an
ey, bols death and destructon for
the trespasser, maybe not now, maybe
not today, but some day, by God, we'll
get even, even if it means headaches,
allerges, uleers, heart attacks, or a
jump off a roof. Just you wait and see.
Fntmcda:.' we'll all get oven. “E".vd:q.' d:}g
has has day™, and when the real dog
has hus real day, what wall he really do?

Will he 'F-!.l!i].'l a button to anmihilate
200 nllion P“]f’h:'r push an old '|:ati}'
dovwn the strs, jom the Ku Klux
Klan, CXPOSC his privatcs mn pubrrc. or
siumply walk the dog to defecate on the
neyrhbor’s lwn? When the need for
unconscious miegnty 15 actually worked
out m the actual world wath actual
people, actual things occur. There 1
actual conflict and actual destruction.
The real moving car drven by the

real dever who does not really see the

real child who i turn docs not n:a]l:.'
zee the real ear while erossing the real
street, 15 really kalled, really dead. The
p:}ll'r.:: cover lum up with a real whire
sheet and draw a white chalk hne
around lum. 1 dicha’t do anythmg, 1 just
watched. 1 didn’t even get sick. | didn’t
even throw up- | qust grot n:all}' afrand.
The car was big and made of steel,

but 1T get even some Lla].'. There are
other real pn.t:sihili:ril.'.a less drastic emes,
possibilines whech have a more essential
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displacement, a greater distance, The
real car might have run over a real
puppy with snll greater symbaolic
diztance, a real cardboard box. The real
child might have sumply bumped o a
parked car, brinsing himself shghily, or
crashed his toy car nto one of his toy
dolls.

Just as displacement and distance are
essentil and necessary arnstic means
which enable the arnst to submerge
himself m the chaos of s destructve

mternal life and achieve an artiznc
EXPETICNCE, S0 too it 18 essennal that
the encounter between the arnst and
his materal be close and direct. The
artist must utihee processes which
are mherent m the deep unconscious
hite, processes which wall necessanly
produce a regression mito chaos and
destruction.

A dhsplacement and parallel process
exists between man and the objects he
makes. Man, ke the objects he makes,

20

15 himself a result of transforming
processes. [t is therefore not difficult o
comprehend how as a mattress or other
man-made object 12 releazed from and
transcends its logically determined form
through destrucnon, an arost, led by
associtions and expenences resultng
trom his destructnon of the man-made
objects, 12 alzo releazed from and
transcends his logeal self.
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BEST-UCTION ART SURVIVAL KIT
by Ralph Ortiz /78

This Destruction Art Survival Kit 1s a serlous attempt to

help you understand your ability to be violent as well as resclve your

hesitancy and inability to express your violence within an
art-svmbolic framework.
This art even ¢ i@ not intended to pacify soclal angulsh nor

1s it intended to subvert hone energles to be used to accomplish
necessary and obvious soclal changes. What this Destruction Heallzation

Kit may do is save your life. If used properly it will resolve those
angry headaches and backaches. Your violent epasmse extreue and subtle

will be artistically displaced. You will be ableto galn time to
me ans
construct a life supportive mems of communicatlon between you and

your enemy.
Destruction Realizatione are simply a beginning perhans

misgulded seeminzly simplistic, but a beginning 1in aesthetic probes

into s behavioral realm as mysterious and shocking for us today as
sex was t o the Victorians.

restructlon in mature 1s s fact beyond questlon. There ls
atomic fiesion and atomic fusion. Cur antibody antigene systemm which
protects ue agalnst diseage wages endless war with thoee forelgn

germe and viruses it ls programmed to violently destroy. Ve breath

and destroy micro cosmic univorses. 7e destroy food to digest 1it.

Our body cells are destroyed as we grow. If we could see closeups
of these endless violent processes and hear their unending violent

pnaesEmex sounds, we would to siy the least dle of battle fatlgue
at very early =gea. It isnot umreasonable that we aepart of thie vaat

cosmos W th its vidlent processes also maturally behave violently.
violence ie the b ehavioral possiblility which has placed humankind
in )eapordy eince the beglnning.

Our nmatural urge to violence must be explored and understood
within a framework that will not Ahrezten ours and civiliasations
phyeical or emotlonal survival.

DESTRUCTION ART
SURVIVAL KIT
(1968)
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By exploring those emwotlonal possiblilities in which our urge
to violence 1s 2cted in through cur headaches, ulcers and sulcldes or

acted out in our social deliquency, bigotry and murder, mankind
will gzain a2 nceseary sdvantage for survival a reasonable psychologlcd
advantage inbehavioral poeeibllitles.

Destruction Realization Art with ite role playing and
peychodramatlc process prepare& one via the lnvestment of violent emotion
and violent content through symbolic peuple, objects, sltuallons
and events for those real behavioral cholces whlch are conatructive

and 11fe supportive. The behavioral advantage 1s galned only when we
have integrated our depersonalized violent behavioral posesibllitiea.
Ae you glance through the kit punching or cutting out the characters,

animals, objects and birde begin to invest them with emotlion and

content.Begin to make up your story of violence, Who will do what
violence t- whom for what life negating reason. “xplore reasons carefully
themore absurdly logleal the better. It ® llhelp to write 1t alldown.

If you get bogged down, extend a situation or invent another situation
of blolence. Only by exploring allyour p@ sible violent causes and
violent effects willthis survival kit begin to perform ite functlion.
Set up the characters, animals, objJects and birds. Never let up the

violence of your story. lnveet violent emotlion and violent content,

each etep of the way. Glve each csharacter a h¥ tory of violence,
each animal, object and bird it to be a hlstory of violent cause and
viclent affect.

#hen you ar: sati#fled with the peasons for your violence,

nroceed with the Symbollc Destruction Reallzatlon, gouge what hae to
be gouged, stab what has to be stabbed, q\lns].l and break what has to
be manzled and broken, become the attacker and the attacked person,

animal, object or bird, ¥ou are all of them. Youwill make all the

sounds, the grunts, the screams, the roars snd the hisses. You will
vefbalize the m rticular reason for the particular destruction,

u ch as "Henry, you bastard, you got the jJob I was suppoce to have
motten"..."This lion cut-out is me, Growl, growl, I will xg rip your

22
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arm off. I willl break your bleddy neck, growl, growl."
Then as Henry, you might verbalize, "You Fucking Lion,

thie Tarzan cut-out is me. I'm going to split you in two with

by trusty blade."™ "Ah, an, my arm, the paln, growl, zrowl, ahh,

ahh," ete., etc., elaborate the violence, e xtend it, write it all down.
When the entire Destruction Kit is fimmlly a2 plle of ripped

and manzled cardboard as a consequence of your vliolenceabllity,

rate yourrelf. 4f you are surprised by your wviolencability, your

abllity to const-ue absurdly logical reasons for your violence, the

extremenese of your violent situations and youwr extreme involvement

in the sounds and actions, then you have taken the f lrst stpes

in survivals. You have begun to personslize your violencabllity.
Those of you EBS& who were not surprised during or a'ter the
destruction of the kit or were bordd with it or refuse t. Joln

in the Destruction RSallization at all have a particular resistance

to glving up your despersonalized he tility, perhape you feel that

you will be helpless if you give up your secret hostllity.
I suggest that those who are eapeclallyr eslotance perform
the Destruction Fealization in a supportlve group, each person

projecting his violent nuntmtqnﬂ. emotion through a particular

& aracter, animal, object or bird. The group should help each other
realizse and invert their violent emotione and content in a serious
verbal as well ae totally dramatlie way.

4 Destructi n Realizat'on grouw 1is more sensibdve to those
whoa re truly surmrised by thelr vioclencability. —urprice 1s the

regponee to & recognition which could lead to imsight and a behavior

modification which 1 advantagesand 1llfe supportive, only active
involvement willpermlit for surprieses.

Howover, you cho® e to be violent alone or ln a grow, r emen ber

its better to destroy thie kit tha the whole kabobdle.
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D.LAS.
DESTRUCTION IN
ART SYMPOSIUM
(1966)

iy Ralph Ortiz

it began With a phona call from
my peychiatrist frisnd's wife,
the photographer Dena; Her
meSsazs was to call Al Ransan,
AL egpoka of destruction final-
ly patting its break, Marlo
Amayva had sent invitations to
all artists who are involved in
destruction to sand material to
him in London, Ha would davote
tha August 1966 issua of
Agtists to destruction in art,

o

F

Within a wveek I had sent my
article to Mario, It was

agsantially the aa;;ﬂl;;%!;ﬁ
¥ festo I had written in 60,

apon atter, a letter arrived
from Gustav Metmger = he had
geen what I had seanmt Mario and
wrote to ask me %o accept his
invitation to the Destruction in
Art Symposium to ba hald in
London during September of L1966,

B b

pe

ror days after the invitation,
fragmented thougshts relatins to
destruction in art spirallsd in

my haad:!: Cavemen pouped spear

holeas in huge bear and bison
eculptime - Saerificial offerings =
Har and cannibal feasts = Sulcide
and black magic = Royal etag hunts,
bull fightes, boxing and tha A.5.P,C.A.
Leoharde da Yinel and his war
machines - Yan Gosh's aar = Drown-
ing mink and mink coats = Goya in
tha fiald drawins mutilated bodies -
Arletl and art as paleoprocess -
Freud'sa Id concepts and Deétruction
art as death-wish process =
Battalhain and matilatlion = Destrus=
tion art as a symbolic wound -

Lorenes Un Asgreasion - Daatruc
tion art as survival art =

Ardray's Afrlcan Censsls and

Dastrouetion art as predater art,

Of course, the challenge
is clear, and the banner we
Wwaved in London reads that art
is the enly aetivity throurh
which a civilization can
realize its most visceral
aspects without threatening
its survival,

Participants in the Destruction in At Symposium, Lendon, | 366, Pholo: John Prossar
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Anna Lockwood
of Australia revealsd plans of
destruction with ultrasonic
vibrations, More names were
Ciieatine ereiover aebte
t t artists, making it
absolutely clear t:ﬁ-t destruc~
tion is an international
phenomenon: Yoko Ono of Japan,
Wolf Vostell of Germany, Fro
Diaz of Brazil - 18 countries
represented by over 24 artists,

Gustav gave the cue for all to
move upstaira, The London
Press was to get a first-hand
view of an Ortiz destruction,
I climbed the stairs to the
large recreation room, the
press close on h-lil. A

P
8 to wa as 1 threw an
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DIARY OF A RITUAL

by Ralph Ortiz W""‘JE“" : [i q

Destruction Theater - Ace Gallery
Los Angeles, California - Hollywood - Beverly Hills

I was far above freezing New York, far above its blanket of
poisonous filth., It was January 22nd and I was f£lying easier on tﬁat
Jet airline that broils its own steaks.

The idea of performing a Destruction Theater spectacle in Los
Angeles, home of "Mystical Hﬁllyunnd", in the midst of its own Cecil
B. deMille spectacle of floods and mud slides made me anxious. I
pictured John Noah Huston blowing his flute by his memmoth plastic
Ark on a flooding freeway, hegkﬂning Volkswagens, Buicks, and Chevies
two by two up into the Ark to safety.

The landing was like the express elevator. I embarked into an
overcast Los Angeles. My tropical genes vibed a hello at the Date,
Banana, Palm and Coconut trees. My political genes grinned at the
future of all patriots as I passed a series of Minute Man gasoline
stations. The bus ride ended and a cab brought me to the door of the
Ace Gallery. English-accented Paula greeted me with a smile and led
me past the office area to the gallery space where my Destruction Ritual
would take place. In the center of the some 40 x 80 feet of gallery
sat the piano I would destroy in concert. It was a pink upright =--

a purchase from the Hollywood Salvation Army. Toney, the Ace Gallery

carpenter and Guy Friday in residence, volunteered to play Melancholy

DIARY OF A
RITUAL
(1969)
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Baby". He walked over to the plano and began pounding keys, but
nothing happened. The keys didn't budge -- they were frozen in place.
I checked the inside of the piano. There were no hammers or strings,
all of the insides were gone -- it was like it had had a hysterectomy.
The piano was a prop. Fortunately, I had arrived in Los Angeles two
days prior to my performance (In case, right?).

I went over the outline of the performance with Paula to be sure
she understood what things and people I needed. Paula mistakenly had
the script of the August, 1968 Vancouver, Canada Rites, believing it
was to be used in Los Angeles. So I ant-Pnula down with a pencil and
pad and started from the beginning.

I would need ten slaughtered chickens with feathers and heads intact;
250 live white mice; 250 baited mousetraps; ten gallons of blood; one
thousand paper bags; one upright, fully playable piano; one working phono-
graph; one long playing recording of Spanish classical plano; ten pairs
of scissors; 30 people; one long-handled single-bladed four pound ax
and 400 paper cups.

I divided the some 40 x 80 feet ﬁf gallery space into five
20-foot square performance areas, the piano and phonograph to be
painted white and placed in the central area; the 250 baited mousetraps
to be placed in a 12 x 12 foot, 18~-inch high fannad;areua in the rear
center of the gallery; three 7-foot wide, 15-foot long screens to be
hung 9 inched apart in depth off the left wall as one enters the gallery
for the Brain Projection Lobotomy. The Clothes Pressing Burning is to
take place in an area 15 feet in front of the Lobotomy., The rear right
corner of the gallery is to be the arena area for the smashing against
the wall of the dismembered chicken parts, the Ritual blood thrnuiﬁg

and Clothes Tearing. All areas except the Lobotomy area are to be
brightly lit,
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The script for the Los Angeles Destruction Theater Rites is as
follows:

The 30 people that will work directly with me will be Initiators.
The audience, on the other hand, are the initiates. Six Initiators
will occupy each performance or Initiating area == two Initiators each
with a dead, fully-feathered, head-intact chicken and four Initiator=
Blood Distributors who demand that the Audience-Initiates take cups
of blood from them and throw the blood at the Initiators performing
Destructions.

Those Initiators initiating with chickens are to work against
each other ventilating hnatillty at each other through the Initiate-
Audience, always keeping the Initiate-Audience between them, while
they perform their Destruction Actions.

In order to be aﬂmitted_tu the Destruction Ritual, the audience-
Initiates must accept a Live White Mouse which then becomes their
possession to do with as they please (to kill or let live).

The Destruction Ritual begins with the ten Initiators with
chickens loudly yelling a non-verbal hostile yell == AAAAAAAHHH --
‘to be repeated over and over till the end of the uluthea-tearing.-
As a cue to all Initiators, I begin the Rite with hostile, aggressive
AAMAAMHHH's and begin violently tearing feathers from the chicken
carcass keeping Initiates between myself and my opponent Initiator.

I wildly throw = handful of feathers after handfuly of feathers at
him == he keeps escaping, as I do, behind the Audience-Initiates
who keep milling away from us, shaking off the Ennth:ru,.fheir hands

held up in front of them to protect them -- many run for the exit.
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Dwstruction Theater, 1969, Hallywwood, CA, af &oe Gallery. Fhaby: Irwin Glaser
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The gallery is echoing with screams and AAAAAHHH's. The pungent
smell of chicken flesh becomes a part of everything as chicken skin
tears off with the feathers, Initiators attack each other with the
carcasses, smashing chicken against chicken, sometimes against each
other. Pushing against the audience, swinging the chickens in wide
arcs at every turn, the scattering Audience-Initiates are caught in
the middle of Destruction actions. Some Initiates pick feathers and
flesh off the floor and throw them back at us; others push back;
others run for the exit. AAAAAHHHing, I grab one of the legs of
the chicken my opponent Initiator is flailing at me. His eyes wide,
AAAMAHHHing, he grabs a leg of my chicken and we begin to viulﬂnfly
pull and tug till there is the sound of gristle and flesh tearing.
We deliberately fall against Initiates who push us and run from us
to avoid the smell and wetness of intestines and blood falling from
the bowels of the dismembered chickens. As each two Initiators
working with chickens dismember them in the tug of war, they chase
each other to the Blood Throwing area and smash the dismembered parts
against the wall till all ten chicken Initiators are in the area
AAAAAHHHIng and smashing dismembered parts against the walls. At
this point in the Ritual, thelﬂluud Distributors demand in a direct,
loud and hostile way that the voyeuring, goddamn Audience-Initiates
stop voyeuring and throw Blood or get the hell out! Some Initiates
spill the blood on the floor; others throw it at up, cup and all.

L give the cue to begin the Initiators blood-throwing by picking up
one of the some 100 cups full of blood along the walls of the Blood-
Throwing arena. Continuing the earlier conflict, each Initiator and

his opponent, while AAAAAHHHing, heave cup after cup of blood at
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each other, but this time instead of forcing the Initiate Audience
into the center of the action, the other Actor-Initiators force
each other into the center of the action.

I caught sight of my nppnnunt.and heaved my cup of blood. The
blood soaked the chest and heads of  three Initiators and the legs
of two Audience-Initiates. The Initiates ran back. I turned to be
greeted by a pint of blood flying at my face; it filled my eyes,
nose and mouth. My AAAAAHHH became a gurgle == I could barely see
my opponent. Initiates ran up to us AAAAAHHHHing == throwing blood.
The Art Critic, Kurt Von Meyer, came close -- very close -- threw
his cup of blood and joined us. He grabbed a cup of Blood from the
floor, AAAAAHHHed and flung it full force at me, past me into the
crowd of Initiates who scattered for safety. I an another Initiator
grabbed him (this was the cue for the Clothes Ripping). I ripped
his jacket sleeves and pockets and began to work on his shirt. Von
Meyer grabbed my belt and pants pocket as he spun off his feet,
ripping my pants to the knee. Someone pulled my shirt collar from
behind, choking me =-- buttons popped =- my shirt was in shreds. We

were all at each other's clothes, ripping and AAAAAHHHIng -- we were

a mass of rags and blood,

I gave the cue to kick, bang and pound the walls. For two
minutes the wall was our opponent. One of the Initiators kicked
through the wall. I gave the cue for the catatonic stance. We took
grotesque, anguished poses. Blood dripping from my torn clothing, I

left the ragged, bloody statues.
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As I made my way through the crowd of Initiates, I though of
the difficulty the Initiators would have holding the grotesque
poses till I completed the Piano Destruction Concert and returned
to them with the live white mice for the Mousetrap Event. As I
passed the Sheet Burning, I realized it was a failure. I couldn't
smell the burning of fabric. I was told the irons wouldn't get hot
enough. I shouted "Make a fire, god damn it!".

The Lobotomy was woving along well. Lobe after bloody lobe
fell away under the =gttin3 hands of the Initiate surgeons. The
slide projection of the hgmnn brain was in bloody living color, an
awesome huge convoluted myéh of a brain being slowly sliced to the
floor. Blood poured from cups into the incisions as they were made.

I came out from behind the Lobotomy with the ax and made wmy
way to the phonograph, now playing the Spanish piano Concerto LP.
Most of the Audience-Initiates didn't seem to be aware of what I
' was about to do. In their midst, I raised the ax high over my head.
Initiates scurried in all directions. With a violent AAAAAHHH, I
smashed the phonograph, leaving it in a shattered heap. I began
the White Piano Destruction concert. The keys (black and white)
clunked and pinged as the ax splintered them across the ritual space.
Some Initiates dared come close enough to throw blood., It ran through
the piano and onto the floor, sanctifying the concert as carnage.

I ripped off a long bloody shred of shirt interfering with my
ax swing, wiped blood from my hands, kicked the piano over and con-
tinued the musical massacre. Each ax smash brought a shriek and
groan, as bloody dismembered parts scattered. I don't remember how
many ax swings had passed before the harp lay before me naked, free
of its piano. Like an Arch Angel I played the wrath of God. Each
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smash of the steel ax blade snapping harp strings sending out the
sounds of thunder in a shower of sparks.

Near the end of the concert, the ax blade splintered off its
handle. I threw it into the heap of wood, cast iron and wire
which had now become Fallout Sculpture. The Audience=Initiates
began to mill around-the wreckage collecting fallout souvenirs,
smashing fragments underfoot.

I picked up the box of live white mice put aside in the
gallery office for the "Mouse Feed". I said nothing as I walked
staring straight ahead past "The Lobotomy", past the "Piano Carcasgs" -
to the catatonic Actor-Initiators,

The blood was beginning to dry; our faced and arms were a mass
of scabs. I handed each Actor-Initiator a wriggling mouse. I then
led them to the mousetrap arena. We surrounded the arena and with
loud, viscious, vengeful laughter each placed our wriggling mouse
into the arena. S5till laughing loudly, we began slamming our palms
and fists against the walls of the arena, The hungry mice scurried
in all directions, many nibbled at the bait in the traps, only to
be guillotined. Some Audience-Initiates followed us throwing their
mice into the arena. Many had already preceded us; there were some
sixty mice trapped, some dead, some dying.

An Audience-Initiate jumped into the arena and began rescuing
mice. With both hands, he threw mice out of the arena, at the same
time setting off as many traps as he could with his feet, stomping
all he could reach. Tragically, in his haste, he stomped many
uﬂtt}pplﬂ mice. Another Initiate soon joined us in the rnucunL
I led the exit of the Initiators through a door behind the Mouse

Irap arena. The Ritual was near its end.

33



--ﬂ-

We made our way to a bathroom where, for about a half hour
in a central circular cold water communal sink we scrubbed clotting
blood from our bodies. My ear still rang from a collision with a
ch%cken in the hands of an over-zealous Initiator. One Initiator,
his eyes inflamed, complained of a reaction to the blood as he
rinsed it out of his eyes. I held my blood-soaked head under a
faucet waiting for the red water to become clear. My head was in
a4 bloody tub of splashing bloody arms and legs, feeding red into
swirls being sucked dqwn gurgling drains.

The Ritual ended when the water, having washed all of the
blood, drained clear.

No more than five minutes had passed since we had washed
and changed clothing when the Los Angeles police arrived. They
were impressive, with hard hats, gold badges and gold bullets.
They had come to investigate a complaint of screams, murder, blood,
gore and cruelty. They immediately questioned one of the Initiators.
She was stooping on the floor looking over her nine month belly,
searching for an earring. They asked "Are you all right?" She said
"Yes". She had wrapped her hair to dry in a towel, the towel had
blood on it. "Are you sure you're 0.K.?" She said "Yes, I'm 0.K.",
"What's that on the towel? 1Is it blood?" "Yeah, it's blood", she
answered. With that they looked quickly at all of us and then into
the gallery space. "What's that stuff all over the walls and floor?"
Someone answered "Blood!" They responded "What!|" Someone repeated
"Blood".

Putting their hands on their holsters, they stared into the

gallery space and in unison said "You're kidding". Entering the
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gallery they asked "Who runs this place?" Someone pointed to Doug
Eﬂristman. He was dressed in white, blood covered the side of his
face and head. "What's that all over the walls and the floor and on
those people and on your face and head?" they asked. Doug answered
"Blood".

"How did it get there?" Doug explained that it was theater,
Destruction Thaatgr. They warned photographers not to take their
photos.

Detectives arrived, asked more questions and took down names
and addresses. A pnlice photographer chased a mouse around the
gallery, cornered it, placed an identification card next to it °
and snapped its photo. The L. A, police did a thorough job. It

became clear that the Ace Gallery had, after all, ohly presented

bloody, factual fiction of that bloody fictional fact we call

reality.
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